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showed that Pole's patronage was, to a large extent, that of his circle: it was the product of a collaborative effort between him and his private sphere. 13 Thanks to Alexander Nagel's study of Michelangelo's presentation drawings to Vittoria Colonna, the Pietà of Boston ( Fig. 1 ) and the Crucifixion of the British Museum (Fig. 2) , we know that the spirituali preferred offerings without obligation, thereby making an analogy between the notion of 'gift-giving' and divine grace. 14 This may explain why Pole seemed to refuse the logic of reciprocity of the patronclient relationship and why artworks circulated between members of the spirituali with such an exceptional facility. 15 Constance Furey shares Nagel's views, but also rightly brought attention to the fact that Pole himself experienced 'the conflict between the ideals and reality of patronage' during his brutal break with his own patron, Henry VIII. 16 According to Furey, the combination of these factors led to the creation of a new community where members were bound by friendship, an 'alternative realm that was both shaped and distinct form the world of patronage'. 17 Unfortunately, these studies remain mostly focused on literary patronage, and deal only lightly with the question of visual creations in the circle of Pole -Michelangelo's drawings being an exception. However, in his recent biography on the cardinal, Mayer dedicated valuable pages to the construction of a new wing in Lambeth Palace -the Archbishop's official residence in London 18 -that was commissioned by Pole, and to Dominique Lampson's inventio for the decorative wall painting overlooking the cardinal's tomb in Canterbury Cathedral. 19 He also compiled a catalogue of the different painted and engraved portraits of Pole. 20 But the subject is far from exhausted. Building on Mayer's foundation, this paper aims at revising the tendency of this author to balkanize Pole's artistic patronage into an 'Italian' and an 'English' period, and at revealing instead a more consistent view of his patronage.
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The artistic aspect of Pole's patronage is more difficult to apprehend than the literary one: although it is quite clear that Pole was the nodal point linking the threads of a complex network of artists and humanists, the evidence is scarce. Thanks to scattered sources, we know that the cardinal must have had contacts with famous artists working in Rome, such as Michelangelo, his pupil Marcello Venusti -who might have followed Pole when he returned to England 21 -and Sebastiano del Piombo. 22 The Flemish painter Lambert Lombard was also God, the spirituali believed that faith in Christ's sacrifice was the only true path to salvation. 42 Other artists seem to have been inspired by the Christocentric doctrine of the spirituali, adopting at the same time the motifs Michelangelo created for this group.
Denhaene claimed that Lombard was profoundly influenced by Pole's spirituality: he depicted 8 for instance a Christ on the Cross (Fig. 3) , sharing many characteristics with Michelangelo's Crucifixion, including the same "Y"-shaped form of the cross and the same supplicating gaze of the Saviour towards the heavens. 43 However, care must be taken to assess the influence of Pole's religious thoughts on art, since it is not known to what extent he informed artists of his ideas on doctrine-related matters -indeed, the evidence rather indicates that even his closest friends did not grasp clearly his opinions. 44 It will now be argued that in addition to his predilection for religious and moral themes, Pole's circle favoured subtle artworks, combining specific visual characteristics in phase with the cardinal's 'ideal of simplicity' and which were designed for the purpose of meditation.
The creation by Pole and the spirituali of an 'alternative realm' of patronage suited their desire for secrecy. The ambiguity of their position in the Roman Church and the similarity of their ideas to those of the Lutherans, especially on the doctrine of justification, called for discretion: the circle of the spirituali remained until its end a highly private and exclusive circle. 45 Pole himself always seemed reluctant to present publicly his own theological views and carefully avoided direct confrontations. 46 He was more at home with his friends, in his private sphere, or in his position as spiritual adviser to noble women, like Giulia Gonzaga, the poet Vittoria Colonna, and Queen Mary Tudor. 47 Pole's circle encouraged the cultivation of a certain form of secrecy and interiority when it came to spiritual life: this tendency is likely to have influenced the visual style of the artworks circulating among the members of this circle.
From this perspective, the study of Michelangelo's presentation drawings is essential. Before being widely disseminated as engravings, they were, at the beginning, only intended for the contemplation of a select audience. They circulated freely between the members of the spirituali circle, whether in the form of originals, drawn copies, or painted panels,9 jealously kept within this circle. 49 This seems to confirm the hypothesis that Michelangelo's works were specifically adjusted to the tastes of his friends. Based on the two drawings he made for Colonna and the spirituali 50 it is possible to establish a visual 'profile' of the kind of works Pole and his friends might have favoured.
The first noteworthy characteristic is sobriety. Close to an Andachtsbild, Michelangelo's
Pietà represents a moment 'out of time'. It acts as a visual abstract 51 in the whole mystery of Incarnation, death and Redemption, suggested by the combination of opposing ascending and descending dynamics -formed by the rising arms of the Virgin, the dropping ones of Christ and the ground shifting under his feet -and by the complex interaction between the mother and her son: placed between the legs of the Co-redemptrix Virgin, the Saviour seems to return to the womb of his mother which now acts as his sepulchre. 52 The Crucifixion, on the contrary, corresponds to a precise biblical episode, that is the moment when the crucified Christ implores his father, crying 'Heli, Heli' (Marc, 15:34). 53 But there is a similar trend towards visual simplificatio and austerity in both drawings: apart from a few hardly sketched details (the weeping angels at either side of the cross, the skull and the Golgotha at the bottom), the Crucifixion's background remains plain, almost blank. Christ's body, which is on the contrary very elaborately worked, seems to stand out in relief, as if sculpted at the black chalk's point. This visual sobriety or despejo (from the verb despejar, 'to empty' in Portuguese) was already identified by Francisco de Hollanda -another important figure in
Pole's circle 54 -as key to Michelangelo's art. 55 It helped the viewer concentrate on the divine body of Christ, which took a predominant role in the piety of the spirituali. A drawing by the hand of Giulio Clovio (Fig. 4) to Michelangelo, whose eyesight was falling, to help him paint more comfortably (per la vista nel dipingere). Admiring works of art through such devices was not uncommon at the time and is rather well documented for several artists and patrons. 65 In Pole's circle, however, magnifying glasses seem not to have been used as a true aid to vision but rather as a tool for a very specific philosophy of the image. Colonna's letter mentioning a lamp, a magnifying glass and a mirror, suggests that the poetess managed to project an enlarged version of the drawing in the mirror. As Hugo Chapman rightly suggested, 'The reversal of the design, and the resulting image's disassociation from the drawing, was perhaps a means to move her attention away from aesthetic admiration of its merits as a work of art, to a devotional contemplation of its subject'. 66 This way of looking therefore allowed Colonna to enhance her intimacy with Christ, being able to see every detail of his suffering body, and to free herself from the materiality of the drawing, transforming it into a mental image for the purpose of meditation. This 'negative method', recognising that God cannot be apprehended by visual contemplation and renouncing meditation based on a material image in a superior state of prayer, can be traced back to the writings of Dionysius the Areopagite. 67 It is also very close to the Jesuit theory of images that would later be developed in devotional books towards the end of the century and the beginning of the seventeenth century. 68 The fact that the Company -one of the names chosen by the Jesuits to designate their organisation 69 -bore the same contradiction as the spirituali about visual representations, that is being great promoters of images but at the same time tempted to reject them, 70 is actually not so surprising. Several members of the spirituali circle, such as Bishop Matteo Giberti, Gasparo Contarini, Vittoria Colonna, were close to the nascent Society of Jesus in the 1530s and 1540s. It is likely that Pole himself met the founder of the Society, St Ignatius Loyola, through his friends. 71 As their correspondence shows, Pole was involved with the Company and regularly assisted Loyola. It has frequently been highlighted that the spirituality of the Jesuits was in line with the movement of the devotio moderna, started in the fifteenth century, which cultivated the ideal of a more personal and interiorised faith. But due to the exceptional modernity and 'adaptability' of the Society of Jesus, it might be interesting to consider instead that Loyola and the early Jesuits drew lessons from shared spiritual practices with the spirituali. 72 Pole and his friends may even have influenced one of the founding texts of the Jesuits, the Spiritual Exercises, 'a guide through a set of inner experiences that every Jesuit underwent'. 73 Although the first edition of this manual was printed in 1548, several of its manuscripts circulated long before in learned circles. The English priest John Heylard, a close friend of Pole, 74 even copied the Exercises into his notebook and is said to have made them in Paris or Venice under the direction of either Ignatius himself or Pierre Favre. 75 The Exercises highlighted the importance of the 'composition of place', a mental and sensory projection of the devout within the image of the meditation subject. 76 The 79 This verbal metaphor also recalls one of the favourite motifs of Jesuit devotional manuals, that is Christ's image sculpted or painted in the meditant's heart as an echo to the Aristotelian theory, according to which images could leave their mark on this organ in the same way as a seal can be imprinted on wax. 80 Christocentricity, sobriety, and privacy are therefore the essential characteristics of the visual style advocated by the spirituali:
contemplation of images had to be able to further a direct religious experience between God and the meditant. 81 It seems that Pole long kept this artistic ideal with him, even when he came back to England for the Restoration of Catholicism.
A TASTE FOR MINIATURE WORKS: POLE'S ARTISTIC BAGGAGE IN ENGLAND
Among the rare artistic works that were commissioned by Pole himself are several miniatures. 82 Between 1548 and 1549, he commissioned one for the frontispiece of the 14 account book of the English Hospice in Rome, the Liber Rationarius Hospitalis, when he directed this institution: it represented the Holy Trinity, to whom the place was dedicated since its foundation in the fourteenth century, together with Saint Thomas of Canterbury and Saint Edmund. 83 In England, Pole commissioned John Mulcaster to illuminate his Archbishop's Register in Lambeth: it consisted in the depiction of his heraldry in lieu of a frontispiece, and, on the first page, of an ornate letter 'R' for Registrum, as a frame for a small sketch representing the death of Pyramus and Thisbe. 84 Thomas Mayer also noticed this apparent taste of Pole for the miniature genre and uses it as an argument to justify that Venusti, praised by Vasari for his qualities as a miniaturist, might have been the mysterious painter 'Marcello' who accompanied Pole to England. The author also suggested that Pole's predilection for miniatures could emanate from his desire to save money. 85 It must be mentioned however that miniatures have never proved to be less expensive than larger works, quite the contrary: the elite character of the miniature was greatly prized in European courts at that time. Moreover, even if Pole was indeed preoccupied by his poor finances during most of his life, I argue that the miniature genre pleased him for completely different reasons, and namely because of its adaptability to the 'spirituali visual culture' as defined above: a preference for small-sized works, easily transportable and manipulable, the contemplation of which could promote personal -and preferably spiritualexperiences. The fact that miniatures were easily concealed might even have suited Pole's preference for discretion. It may be argued that the acquisition of miniatures was already part of a well-established tradition in England, sometimes for the exact same reasons that I attributed to Pole 86 , and that even King Henry VIII -Pole's most noteworthy enemy -owned several miniature works. However, I argue that Pole still breaks with previous instances of acquisition of miniatures in England, in that his interest did not lie only in the miniature genre itself, but instead in the combination of the miniature's convenient format with very specific subjects and forms -which were created by Michelangelo in Italy for the spirituali circle.
We know that miniatures on religious subjects circulated in Pole's circle. , describing it as one of his most precious objects. 90 Clovio's figure has not been sufficiently examined in the light of his relationship with
Pole's circle. 91 Yet the facts seem to show he was very close to the spirituali, and especially conclusions into account as it was still unpublished when the present paper was written.
